Introduction
The insertion of Brazilian music in contexts outside of the country is no longer a novelty. Indeed, the media often reports on these musical flows. For instance, newspapers and specialized magazines have played a crucial role in highlighting the presence of Brazil on the international stage through reports on Grammy Awards won by Brazilian musicians (namely, Sérgio Mendes, Milton Nascimento, Gilberto Gil, Caetano Veloso e João Gilberto). Another example is the increased visibility of concerts featuring Brazilian artists in other countries, such as the Brazilian Day in New York, which attracts more than a million people to the streets of that city -above all Brazilians, but also North-Americans and migrants from other countries.
However, it should be noted that the presence of Brazilian music outside of the country's borders is not necessarily related to the global cultural industry, neither to the impact of recent migration processes. Musical exchanges involving Brazilian musicians have been going on for some time, in multiple ways, following diverse routes and movements of people.
In this article, I focus on a particular trajectory that some forms of Brazilian music have taken. I refer to the Atlantic flows that allowed for the arrival of music and musicians from Brazil to Cape Verde, deeply influencing musical productions in the archipelago. Adopting an anthropological approach, I seek to engage with discourses articulated by Cape Verdeans on the role of "Brazilian music" (as they understand it) and its relationship to the music produced in Cape Verde. Following the narratives about Cape Verdean music as well as those present in the music itself, I would like to open up a space for thinking about the relationship between Cape Verde and Brazil. 
Atlantic encounters
Luís Rendall, an important figure in Cape Verdean music, is known as a virtuoso guitar player. Cape Verdeans often comment on the influence of Brazilian musicians on his career. Luís Rendall was born in Cape Verde, in the island of São Vicente, in 1898. Working in the customs services, he was in intense contact with foreign ship crews passing by the Porto Grande de Mindelo (Great Port of Mindelo), an important refueling station in the Atlantic Ocean. Eutrópio Lima da Cruz, who published a booklet in honor of Luís Rendall, highlights the significance of this fact in the musician's career.
He states that the many hours Luís Rendall spent on board Brazilian ships intensified the fruitfulness of the musical exchanges he was engaged with (Cruz 1988: 2) . Luís Rendall's connections with Brazilian music are even more explicit in the following excerpt of the biography written by Eutróprio Lima da Cruz:
With much humor, Luís Rendall would remember the episode in 1930 in which, in the Church Square in S. Vicente, after giving his "show" with the guitar, he is "demoralized" by the summary decree of João Damata, with his big hands and dirty fingernails, a navigator of a Brazilian steam ship making a stop in Mindelo! Self-possessed, Luís Rendall has to lend the guitar to João Damata who, in the end, returns it with the incentive "if you keep doing it, you will learn it". The amusement of Luís Rendall cannot be hidden in the face of the art of João Damata on the guitar. (Cruz 1988: 6; my translation) The reference to João Damata reappears in the statement of Luís Rendall, cited by Eutrópio Lima da Cruz:
The guitar is my companion, and my interest for it started when I was only a child. After the contacts that I had with the Brazilian sailor who frequently stopped at the Porto Grande, João Damata, my interest was aroused. This Brazilian man became my good friend and even wanted to secretly take me to Brazil, promising me a job for a record label, but I didn't want to. With my Brazilian friend, I learned a lot; I used to be an attentive individual, incorporating the music and normally, when the Brazilian performed a song, I listened carefully, trying to immediately reproduce it. (Luís Rendall apud Cruz 1988: 6-7; my translation) insightful comments, but I take full responsibility for the content of the article.
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To this day, Cape Verdeans repeatedly comment on the famous guitar solos by Luís Rendall. The conversations about the artist always make reference to his affinity to the music produced in Brazil -or better, to what they understand to be representative of Brazilian music.
João Damata, on the other hand, followed a less visible pathway. He never reached notoriety among his fellow countrymen. He was never as famous as the Brazilian musicians that in the last decades emerged on the international scene, imbued with the responsibility of spreading Brazilian musical productions abroad -even though João Damata (and others like him) had previously carried out a similar role.
Another outstanding Cape Verdean musician whose life history reflects the influence of Brazilian music is Francisco Xavier da Cruz, better known by his nickname "B.Léza". He was also born in São Vicente (in 1905) and was one of the most important Cape Verdean composers, whose songs are still being recorded. His musical creations attract attention especially in the albums by renowned singer Cesária Évora, another Grammy Awards winner.
B.Léza was born in the streets of Lombo, a poor neighborhood in Mindelo that housed many sailors, fishermen, domestic servants, and coal workers.
In this area surrounding the port, he developed his distinctive style of guitar playing. B.Léza is especially remembered for imprinting his mark on the execution of the musical genre known as morna. It is believed that he started a new phase in the evolution of the morna, frequently considered a symbol of the Cape Verdean nation. Narratives about B.Léza reveal, simultaneously, the creative genius of the musician and the influence he received from Brazilian musicians passing by the island. I highlight an extract from an interview conducted by Michel Laban, in 1985, with the Cape Verdean writer Baltasar Lopes da Silva, in his commentary on the life of B.Léza, his personal friend: But B.Léza marks a transition in the evolution of morna -there is clearly one morna before B.Léza and one morna after B.Léza. Before B.Léza, the morna was divided in three parts… Do you know music? Do you play the guitar?...
For example, in a song written in the A minor key -I will use local nomenclature -there is the 1st part, the 2nd part, and the 3rd part. The first part begins with the A minor -normally; the second part is the first in D minor and after it returns to the first part in A minor, and it finally ends with the third part in He used to be called B.Léza, at least this is the information I have: his name means the following -in the first years of the 1920s, there used to be a great Brazilian influence here… There were many Brazilian ships that stopped here at the port and they came on shore…, the Brazilians are amicable, they associated with the locals and, once in a while, they joined them in picnics and "cocktails", gatherings and tocatinas 2 , as we would say at that time. In fact, the guitar playing technique of São Vicente is the Brazilian technique, learned from the Brazilians, it is not the Spanish technique, it is the Brazilian style.
And B.Léza also learned the Brazilian lubie, he used to pronounce many terms in the Brazilian way, instead of "beleza" ["beauty", in Portuguese] , he used to say "bèléza" ["beauty", in , who usually plays in Mindelo's bar and restaurants, is as follows:
In the olden times, people used to play in the cafés. One of these places where they used to play was the "Ti Bia", on the street Rua do Coco. Then a Brazilian ship arrived and the crew went to this café, to listen to some music and to drink -coffee, tea, grogo 4 … Besides Luís Rendall and others, the man that until then they used to call "Frank", Francisco Xavier da Cruz, was also playing there.
The Brazilians enjoyed themselves all night and said they would be back the next day and so they did. However, on the next day, they were all there playing except for Frank. So, a Brazilian asked: "Where is the 'Beleza'? What has become of that 'Beleza'?" And that was it. From then on the word became his nickname and it was never forgotten. (Tony, personal interview, September 26, 2002) The history of the morna is separated into two phases: one before, the other after the introduction of the "Brazilian half tone". Similarly, the above narrative divides into two parts the life history of the musician responsible for this innovation. During the first phase, he was called Frank; during the second one, he assumed the nickname B.Léza. With the new name, the Brazilian influence was forever imprinted on B.Léza's career.
The encounters between Cape Verdean and Brazilian guitar players in Mindelo reveal a set of themes which deserve consideration. They show us what everyday life in that port city was like during the first decades of the twentieth century, immersed as it was in a bohemian and cosmopolitan atmosphere. They mention movements of people and musical exchanges across the Atlantic. They signal the complex relationship between "popular" musicians and literate members of the Cape Verdean colonial elite. They tell us about the history of the morna and its association with processes of identification. They bridge the past and the present, showing the links between B.Léza and Cesária Évora. In other words, they connect the music that used to resonate in the streets of Mindelo, during that port city's golden age, and the songs that today receive international recognition through the voice of La Diva Aux Pied Nus (The Barefoot Diva), as Cesária Évora is known world-wide.
Above all, these encounters reveal how sounds are turned into music. That is, sounds become cultural constructions as names and meanings are attributed to different ways of playing, speaking and singing. The relationship between Brazil and Cape Verde was delineated in diverse texts published by the claridosos, such as poems, short stories, novels and
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articles. An outstanding example of this perspective can be found in a Jorge Barbosa's poem, entitled "Você, Brasil" (You, Brazil (Barbosa 1956 ; my translation)
Throughout the poem, Jorge Barbosa alludes to multiple themes that build proximities between Brazil and Cape Verde: linguistic similarities, the cultural matrices that participated in the formation of both societies, the presence of the same coffee and alcoholic drinks, the superstitions, the di- 
The morna as a metaphor
A lot has been said about mornas. They are a recurrent theme in productions of the Luso-Cape Verdean intellectuals or even in informal conversations around a bar table. The morna is the object of a series of booklets that seek to preserve its lyrics and musical scores. 5 This set of written works on the morna was essential in attributing meaning to this musical genre, defining it, associating it with ideas and values, consolidating its semantic field. These texts played a crucial role in the construction of the morna as a symbol of Cape Verde. It is described as "a desired breath of melancholy" (Correia 1938: 79) or "Cape Verde's dismay put into music" (Sousa 1928 ). João Lopes (1968: 38) affirms that the Cape Verdean "responds to all aspirations and appeals from his/her soul with the morna, his/her typical music, all impregnated with melancholy and sweet nostalgia (…)."
In the debate on the origin of this musical genre, we get closer to the theme of this article: its relationship to Brazilian music. Alfama 1910; Tavares 1932; Monteiro 1987a Monteiro , 1987b Monteiro , 1988 104 juliana braz dias to it. For instance, in a conversation with Zeca, a public servant and guitar player, he brought up the subject of the genesis of the morna. What follows below is his narrative:
In the north of the island [of Boavista], a Brazilian ship with slaves on board supposedly ran aground. The ship ran aground and the people saved themselves or were saved… And then, they stayed in João Galego, (…) it is the first settlement in the north, where we are sure that it is there where morna was born…
Especially because of the accent that still exists in this village, it is really close to some influence of the Brazilian language, because there they say a lot of "bocê", "você", "bocê", "você" and that… we would have had, we think that this would have been… because, here, these slaves stayed there for a long time… there wasn't any communication in those days, there were some problems… and they were chained. Then, when they walked from a place to another… to eat or to go to another place, they had a melody that they used to perform… without lyrics, but with a meaning of sadness, of nostalgia or of suffering… Then, we have this oral information that the morna was born from that environment of sadness, of loneliness, of the suffering of Brazilian slaves here in Boavista, and someone took it, someone long ago took this melody that they used to sing, without words, but just the melody… So they started putting words to the mornas (…) (Zeca, personal interview, July 10, 2002).
I want to make clear that the present work has no intention of revealing something such as "the true origin of the morna". Therefore, it is not important to interrogate the validity of the facts as narrated by Zeca. His discourse becomes relevant as one among many narratives told by Cape Verdeans to talk about the national musical genre and, indeed, about the meaning of being Cape Verdean itself.
The version offered by Zeca makes a fundamental reference to slavery and the suffering that it caused. The slaves would be the creators of the melody that later gave birth to the morna. Furthermore, they were very special slaves since they would not have come from Africa -as was usually the case (Rodrigues & Lobo 1996: 130) The lyrics are similar to the discourses that we have been following throughout this article. They are an invitation to Brazil to get to know Cape Similar to the morna, there are discussions about the coladeira's origineven though they are not as polemical in the popular imagination. The most common version points to the coladeira as an evolution of the morna. That is, the coladeira is a result of the transformation of the morna through a change in its tempo and time signature. According to this version, people attending the balls -when they wanted more animated songs for dancing -signaled the musicians, who would then accelerate the execution of the mornas, giving rise to the coladeira (Monteiro 1987a ).
This narrative on the origin of the coladeira does not reveal much about its affinities with Brazil. Nevertheless, this theme becomes relevant in the classification of the coladeira sub-genres. The coladeira allows for great flexibility. Indeed, there is not much that distinguishes the coladeira from other styles of dance music. The term coladeira is applied to very distinct musical New migratory dynamics also favor other forms of musical encounters and exchanges. What is most important is that the meanings attributed to these processes have also changed. My point is that, as a product of the diaspora, these new musical creations have another relationship with notions of identity and territory. In the zouk, the meaning of being Cape Verdean was never as relevant as in the morna. Even the coladeira, with all the mixture involved, emphasized a sense of national identity. Yet, a preoccupation with being "genuinely Cape Verdean" cannot be observed in the zouk. Similarly, the appropriation of Brazilian musical elements in the zouk is not evidence of a profound relationship between Brazil and Cape Verde. The uses of Brazilian music in this case are not necessarily elaborated as a discourse valorizing the links between the two countries.
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Final considerations
In the light of the data presented in this article, it is no wonder that until today we can hear, in the streets of Mindelo, gatherings of players singing old Certainly, to explain these types of partnerships (and the mediations that made them possible) it is necessary to examine carefully the cultural industry that sustains musical productions of this magnitude. Still, we can never comprehend these phenomena without considering the continuity that binds these productions to many other musical experiences -all of them reinforcing the historical connections between Brazil and Cape Verde. As we have seen, Cape Verdeans have paid much attention to these links, elaborating on discourses that appear in articles, biographies, poems and -clearly -music.
These narratives are Cape Verdean representations about different forms of speaking, singing and playing that crossed the Atlantic Ocean and produced new syntheses. At times, these narratives make explicit reference to music. They are cultural construction about the "Brazilian style", that is, the musical technique called "the Brazilian half tone" that so well captures the genius of the Cape Verdean B.Léza. At other times, this idea is extrapolated to the domain of speech. It is in the "Brazilian lubie" acquired by this same musician, according to Baltasar Lopes da Silva. It is in the accent found in the Cape Verdean village of João Galego, with "some influence of the Brazilian language", as pointed out by Zeca. It is in the "way of speaking Portuguese" with an "easygoing accent", shared by Brazilians and Cape Verdeans, as illustrated by Jorge Barbosa's poem. Finally, they are all cultural constructions that attribute meaning to the fluxes and encounters of sounds across the Atlantic.
